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CHAPTER I
INTRODUCTION AND STATEMENT OF THE PROBLEM
I.

INTRODUCTION

The writer had the opportunity during the past year to
visit the showrooms and factories of several leading firms
which produce modern Danish furniture in Denmark.

The writer

talked with several architects, cabinetmakers, and business
managers at the various factories in that country.

This

experience, coupled with a personal interest in the subject,
prompted the writer to elect to report on modern Danish furniture design, in the hope that information gathered could be
used in teaching industrial arts.
II.

STATEMENT OF THE PROBLEM

It is the purpose of this study (1) to present a brief
background of the history of modern Danish furniture design,
and (2) to relate some of the recent and varied applications
observed in the use of woods in modern Danish furniture which
may be introduced in a design or planning unit.
III.

IMPORTANCE OF THE STUDY

The evolution, not only of modern Danish furniture
design but of most modern furniture design, is closely linked
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to changes in our society.

The almost universal recognition

of modern Danish furniture design seems to make obvious the
need for learning why and how this evolution in design came
about.

Introduction of this material on a high school level

may help to increase consumer buying knowledge, especially in
view of the fact that high school education is terminal for
many students.

The introduction of this material would be

particularly appropriate within the industrial arts program.
IV.

DEFINITIONS OF TERMS

The term modern Danish furniture brings an immediate
picture to mind to the student of furniture design.

To those

less familiar with this area the term may be confusing.

Every

style in the past was at one time "modern", and furniture
called modern twenty years ago may now appear terribly dated
and out of fashion (23:117).

The modern style has gone through

a period of growing pains--meeting the needs of or the fashions
of each age.
At the present time the term modern style evokes many
different interpretations.

Most authorities, however, will

define modern furniture as that having low, restful lines,
avoiding grotesque shapes and trick pieces, and using only
simple protective finishes which enhance color and beauty of
grain (23:119).

Such furniture is lightweight, strongly con-

structed, and interferes in no way with its function (23:118).
The modern style in Denmark fulfills this description
and adds something more--the aesthetic value of a thing of
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beauty.

This may be evidenced in the simple line of a table,

in the fine detail of a leg joint, or in the curved accent
of a chair arm.
Danish modern Furniture reported on in this paper
refers to that which encompasses the above definitions, and
which is designed and made in Denmark.
V.

LIMITATIONS OF THE STUDY

Modern Scandinavian furniture, as it is known today,
evolved from the countries of Sweden, Norway, Finland, and
Denmark.

Not one of these countries claims to be the sole

originator of the modern Scandinavian concept.

(Sweden may

have been the first by presenting a new furniture form at
the Baltic Exhibition in Malmo in 1914 (4:6) .) •

During the

1930's all four countries progressed in the making of modern
furniture.

However, during the last ten years Denmark has

dominated the picture (2:11).

The writer, while appreciating

the contributions of all the Scandinavian countries, has concentrated on the modern furniture of Denmark and some of the
circumstances and people who seem to have had the most significant influence in that country (2:11).

CHAPTER II
A BRIEF BACKGROUND OF MODERN DANISH FURNITURE
I.

THE NEED FOR NEW DESIGN

During the nineteen-twenties the social aspect of architecture and home furnishings took on new importance.

Homes

became smaller and more and more housewives were running their
own homes.

To meet the demands of a changed society the basis

of the design of furniture had to be changed.

The earlier

emphasis which had been on "show" was transferred to "utility"
and "comfort." (6:5)

Instead of furniture for show, the con-

sumer wanted practical furniture in a reasonable price range.
At this time the world was awakened to new theories in
design from many countries of Europe.

Typical were the revol-

utionary ideas presented by the Bauhaus group in Germany.

The

Bauhaus theorists had the desire to make a complete break with
the old traditional patterns (1:1).

Denmark, of course, felt

a ripple from the waves of the design revolution.

But in

Denmark the desire for a complete break with the past did not
arise.

Instead, an attempt was made to harmonize traditional

furniture with a modern way of life (1:1).
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II.

THE COPENHAGEN CABINETMAKERS GUILD

Strangely enough, it was a four hundred year old
institution, the Copenhagen Cabinetmakers Guild, which realized the need to meet the new demands of the day.

The mem-

bers of the Guild organized an annual exhibition in 1927 in
an effort to overcome the threat posed by industrialization
in their area (22:1).

During the first few years of this

exhibition the cabinetmakers were sharply criticized for their
old-fashioned designs.

In response to this criticism they

arranged a yearly competition for the design of new types of
furniture before each exhibition.

The young architects

participating were eager to put into use ideas generated
years earlier by Danish designer Kaare Klint.
Working with the architects, the cabinetmakers' eyes
were opened to the designs of the day, and the designers
learned to meet the technical demands of the craftsman.

The

realization of the new furniture ideal in Denmark may be
traced to this cooperation between the cabinetmakers and
their designers (4:14).
The Copenhagen Cabinetmakers Guild continues to hold
its annual exhibition.

It still receives some criticism which

keeps it vital and flourishing.

The exhibition has no direct

influence on home-furnishing standards; the furniture exhibited
is much too costly for that, but it serves a purpose above and
beyond the commercial (6:6).

It has become a cultural imple-

ment and an inspiration and training school for young architects
around the world (4:11).
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III.

THE PART PLAYED BY INDUSTRY

The new furniture designs were an immediate success
with the public (22:2).

However, because it was handcrafted,

the furniture was sold to only a very limited extent.

Then

the incentive of world trade after World War II and the growing demand at home for modern furniture encouraged industry to
take an interest in this field.

At first the manufacturers

followed the lead of handicraft and used the same designers
and produced simplified versions of handicraft furniture (4:
114).

Later, industry initiated studies of household habits

which gave rise to alterations in production.

They abandoned

the craftsman's use of form and began to create models based
upon new techniques, such as in the example of laminated wood
chairs designed by Arne Jacobsen (9:97).
The manufacturers then recruited designers from among
the young, modern architects who had cooperated with the
cabinetmakers.

This insured high technical standards and the

finishing of individual pieces that could bear comparison with
the work of the craftsmen (22:2).

The industrial concerns

organized regular annual exhibitions patterned after those of
the cabinetmakers and promoted extensive information programs
emphasizing more modern interior decoration in the home (4:15).
This, in turn, increased the world market for Danish furniture.
Mass production of modern Danish furniture placed it within
the price range of ordinary people who desired the simplicity
of line and form in their own homes.
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IV.

MODERN DANISH FURNITURE PRODUCTION TODAY

Danish furniture manufacturers have held their positions
by thorough planning of production and by continued development
of their products.

Even today the industry's production is

strongly influenced by the craftsmen and the greatest bulk of
Danish furniture is made by firms employing fewer than fifteen
to twenty men (4:32).
Alongside this industrialization there is the work of
the present-day members of the old Copenhagen Cabinetmakers
Guild.

These men continue to concentrate on individually pro-

duced furniture.

This handmade furniture is of necessity

expensive, but its quality will endure, and it helps to preserve the tradition of craftsmanship that in so many countries
has been wiped out by industrialization (11:34).

CHAPTER III
SOME PROMINENT DANISH ARCHITECTS
I •

KAARE KLINT

Kaare Klint was deeply rooted in the traditions of neoclassicism, but he took an early interest in the theoretical
aspect of furniture design, and in 1961 he designed a system
of sectional storage furniture and a sideboard which held
twice as much as the ordinary sideboard without being any
larger (3:97).

Klint reviewed the furniture designs of pre-

vious centuries in search for pieces which served practical
functions.

He found such specimens in the Chinese school, in

18th Century English furniture, in the rustic art of Italy,
and in the strictly functional design of ship's furniture.
The elements of his form had classical forbears, but in all
their simplicity they were in line with the social development
of the time (13:2).
a natural way.

Klint was also a pioneer in using wood in

He felt that wood should always be itself and

he preferred untreated wood as well as undyed leather and textiles in a natural color (2:114).

Kaare Klint was head of the

furniture department of the Danish Academy of Art's school of
architecture during the time of the "revolution" in furniture
design.

He is considered to be the most influential of the

furniture architects of the time because he laid the foundation
for the Danish furniture designers' conception of furniture as
unpretentious tools that should be pleasant to live with (9:129).
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Figure 1. Folding lawn chair designed by Kaare Klint,
utilizing his theory of practicality in a pleasant form.
The
frame is of teak with caned seat and back. The cushion is
canvas covered and the carefully made fittings are of brass.
The chair is made by cabinetmaker Rud. Rasmussen.
(9:128)
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II.

FINN JUHL

Finn Juhl opposes the functional "anonymous" furniture
of the Kaare Klint school.

Juhl stresses the sculptural

aspect of design in his furniture.

It is his view that, quite

apart from its function as a utilitarian tool, a piece of
furniture has a significance of its own in the architecture
of a room (22:2).

His pieces, in contrast to those of Klint,

make a definite break with the traditional Danish design (9:
171).
design.

Finn Juhl may well represent the spice in Danish
His interiors derive their strength from the relation

of their form to modern art (9:171).
Because the Klint style had become so strong in Denmark, Finn Juhl did not win real recognition at home until
after his original models had been acclaimed abroad (6:9).
His designs are still internationally sought today.

He has

designed rooms for the United Nations Building as well as for
other well-known structures (24:31).

Americans probably

recognize his name before that of any other Danish architect,
and his curving line chairs as well as his teakwood bowls and
utensils are popular offerings in Danish furniture catalogues
here.
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Aboff Turned bowls In oiled tnk de-

s.g...t In 1949by Finn Juhlfo, Ka7 lloj....,.

o.-«er ol bfggflt bowl: 37 cm, height :

17CIIL

~ng page 7 flatawove" rug in yellow,
grey, grey,sh blue. and beige colours.
Composed and executed by Anna Tflommesen In 1959. 120 / 170 cm.The artist
hu treated tho yarn with vegeta ble dyo.

''9ht ·

&sy ,hair In walnut, dt1l9nod

by F,nn Juhl in 1945 for Niels Vodd r,
ab1nec.maker Han~wov1n, wooll n co,.
,.,. <Offlposed and uecuted by Dorl,

N.--.

Figure 2. At top of picture. Turned bowls in oiled
teak designed in 1949 by Finn Juhl. Diameter of biggest b owl
is 37 centimeters, height is 17 centimeters. (8:57)
Figure 3. At bottom of p icture. Easy chair in walnut,
designed by Finn Juhl in 1 9 45 for Niels Vodder, cabine tmaker.
(8: 5 7}.
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III.

ARNE JACOBSEN

Arne Jacobsen is a building architect and industrial
designer as well as a furniture designer.

Most of the things

he designs--furniture, textiles, wall papers, and glass--stem
directly from one of his architectural building problems.
They are designed to be used in a specific building, and only
later put into general production (9:95).

Jacobsen has worked

successfully with materials other than wood in his furniture
designs.

He often combines metal with materials such as

leather and rattan.

Arne Jacobsen has pioneered many designs

for the furniture industry, among them his molded, laminated
chair (21:25).
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Figure 4. Interior designed by Arne Jacobsen. The
laminated, formed chairs were designed specifically for
industrial production. (4:15)
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IV.

HANS J. WEGNER

Hans J. Wegner is a trained and skilled cabinetmaker
as well as a designer.

Often his models evolve from a quick

sketch made in the studio followed by a session in the workshop where he personally produces the piece in detail.

A

sculptor in wood, Wegner doesn't leave his creation until he
has achieved the form he wants (4:116).

Wegner worked closely

for many years with another cabinetmaker, Johannes Hansen.
They were both artisans, and together produced some of the
most widely recognized Danish modern Furniture (14:130).
Wegner's chairs are perhaps his most interesting creations.

They are so individualistic that they have been given

names such as The Peacock, Jacket's Repose, and THE Chair.
There is a
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living museum" in Copenhagen dedicated solely to

the works of Hans J. Wegner (14:131).
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I

t

Figure 5.
(14:78)

Chair designed in 1957 by Hans J . Wegner .
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V.

BORGE MOGENSON

Borge Mogensen pursued the Kaare Klint line.

He was

Klint's assistant at one time and later followed him as the
director of the furniture department of the Danish Academy of
Art's school of architecture.

Mogensen has undertaken some

important function studies, extending those begun by Kaare
Klint, and has based his furniture designs on these.

His cup-

boards, for instance, are designed for the utmost utility but
also fulfill the demands for handicraft, quality, and design
(4:52).

They are made in units which complement each other,

but which present a finished appearance when used separately.
Borge Mogensen has created a production of good, cheap, utility
furniture--greatly influencing the standard of home-furnishing
in Denmark (13:119).
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Figure 6. Interior view of a cupboard designed by
Borge Mogensen on the basis of his investigations of the
storage requirements of the Danish family. Constructed
by Boligens Byggeskabe. (4:53)
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The aforementioned are just a few of the architects
who took part in the evolution of modern Danish furniture
design.

And, it should be remembered, the architects did

not achieve this alone.

Viggo Stein Moller, presently the

director of the Danish School for Arts and Crafts in Copenhagen, gives credit to all involved in this way:
Thanks to the special efforts of a whole group of
designers, architects, and craftsmen, our furniture has
attained a level which places home furnishings of functional design and high esthetic quality within the means
of the average consumer (12:29).

CHAPTER IV
PERSONAL OBSERVATIONS AND CONVERSATIONS
AT FACTORIES AND SHOWROOMS
I.

WOODS USED

Teak Wood
The visitor to Denmark will notice the presence of
teak wood everywhere.

The writer saw teak used generously in

restaurants, gift shops, and department stores for shelves,
doorways, window casings, laminated chairs and trays, utensils
and furniture.

It was a constant reminder that Denmark, prob-

ably more than any other country, promoted the use of this
wood as a valuable commodity.
There are many reasons for the high preference of this
yellowish-brown wood imported from East India and Africa.
According to Erskin Pontoppidan (19), the demands of the architect, cabinetmaker, and consumer all enter the picture,
although each has a different reason for his preference of
teak.

The architect usually selects teak because it seems to

bring out the esthetic quality of a particular piece he believes
his design is best adapted to.

The cabinetmaker chooses teak

frequently because he knows it has the technical qualities
that will best provide the technical demands he is looking for-finish, strength, and workability.

The consumer chooses teak
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simply because he likes its rich color and prominent grain
structure, or perhaps because he is looking for something
different in wood.
Mr. Pontoppidan believes an important consideration
in the use of teak is the fact that it is easy for the consumer to care for and that it may be refinished with a minimum of materials and skill.
Other Woods
Danish cabinetmakers and industries also use native
woods in making furniture.

This practice cuts costs some-

what and assists the home lumber market.
oak are frequently used Danish woods.

Birch, beech, and

Fir is also used, but

less frequently.
Rosewood, though not a true native wood, has become
very popular in the past few years.

This wood, imported

from Brazil, has a rich reddish-brown to black color.

Mogens

Pedersen (17) from France and Sons explained to the writer
that the request for rosewood has grown in recent years not
in spite of, but because of its greater expense.

This is

probably due to greater prosperity in the furniture market.
II.

POPULAR FINISHES

The most popular finishes used on today's modern Danish
furniture are those which leave the woods as close as possible
to their natural appearance.

Teak oil, which consists of one-

third part of raw linseed oil to two-thirds part of turpentine
is by far the most prevalently used finish at this writing.
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Penetrating liquid plastic, which has been more
recently developed, is perhaps the second most popular
finish.

When the catalyst in the plastic hardens it, the

surface of the wood becomes very durable and highly resistant to most liquids and soiling from fair wear and tear.
A few designers believe that soil and natural aging
bring out the beauty of the natural wood, and therefore prefer no finish or protective coating on their furniture.
This practice, however, seems very limited.
Satin or dull lacquer in several colors has lately
been added to the choice of finishes.

The colors harmonize

well with the Scandinavian motif and home interiors.

Designer-

cabinetmaker Hans Wegner has exclusive patent rights to seven
different lacquer colors which he uses on his furniture (16).
III.

STANDARDS OF CRAFTSMANSHIP

Much has been written about the high standards of
craftmanship in Danish modern furniture.

Most factories,

though they may use mass production, require each assembled
piece of furniture to pass a rigid final inspection (11:34).
The "quality" label attached to this furniture demands that
industry be ever vigilant in protecting that label.
Handcrafted furniture also must be of high quality to
gain respect in Denmark.

It is not enough to know that a

piece is hand made as opposed to one that is mass produced.
Erskin Pontoppidon, of the Copenhagen Cabinetmakers Guild,
gave the writer his views on what characterizes quality
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furniture made by a craftsman (19).

These views were also

shared by Mr. Pontoppidan's father, the late Ludvig Pontoppidan, a respected Danish architect and cabinetmaker (20).
Because they sum up quite well the writer's own personal
feelings on the subject, the Pontoppidans' requirements are
presented in this report (20:2).
The first requirement to be met is that the furniture
is sensibly constructed and well-suited for use.
Wood selected should provide a harmonious whole with
the form of the furniture and the structure of the wood.

Wood

used for the inside of the piece, such as drawers, should be
solid and without knots.
All joints must be secure and clean, with no splinters
in the corners.
Locks, hinges, and other fittings must be flush with
the woodwork.
Doors must close neatly and drawers slide properly.
A drawer should slide easily even if it is pulled from one
side, and it should resist pull when it is about to be drawn
completely.
On cabinets and cupboards all backings, drawer bottoms,
and panels must be screwed or glued on.

Nails and brads are

not used in a quality cabinet.
Before finishing, the wood must be rubbed down until
i t is even and perfectly smooth.

Surfaces, edges, and under-

sides should feel smooth to the hand.

An incomplete job of

final sanding will, in the subsequent finishing of the surface,
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provide a dull and blurred surface.

Proper sanding will

give the wood life and depth.
The writer feels that if standards such as those
suggested by the Pontoppidans are adhered to, the quality
of Danish furniture will continue to receive the same respect
that it has received for many years.
IV.

SELECTED SHOWROOMS AND FACTORIES VISITED

Danske Snedker Mester M¢bler
Danske Snedker Mester M¢bler, located just off the
square from Copenhagen's Town Hall, is the permanent showroom
of twenty-four members of the Copenhagen Cabinetmakers Guild.
The writer received a cordial welcome here from several staff
members as well as from architect Erskin Pontoppidan and
cabinetmaker Albert Ludvigsen.

The language barrier presented

no problem as these people all spoke excellent English.
A memorial exhibition of the lifetime creations of
Ludwig Pontoppidan was being set up on the day of the writer's
visit.

This was arranged on the second floor of the large

building housing Dansk Snedker Mester M¢bler.

The exhibition

included early drawings from Pontoppidan's architectural
schooling in the early 'twenties.

Also on display was a desk

with inlaid wood in a geometric pattern on the writing surface,
designed and built by Mr. Pontoppidan in the late 'thirties.
A sewing cabinet which he had designed and made for his wife
twenty years ago showed few signs of wear.

The cabinet was

made of an unusual wood-oak which had been recovered from
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beneath a swamp about thirty years earlier.

At the time of

the recovery, it was estimated that the wood had been under
water about four hundred years.

The wood had a grayish-

green cast, and made an elegant looking piece of furniture.
A stand-up desk designed by Mr. Pontoppidan was one of his
most popular creations.

All of the work displayed a very

high degree of craftsmanship, in the writer's opinion.
Some of the chairs, executed shortly before his death
early this year, were in keeping with the modern theory of
Danish design, in contrast to those of his earlier works
which held to the heavier, traditional pattern.

A survey of

Mr. Pontoppidan's designs, from first to last, was a very
visual example of the evolution of Danish furniture design
over the last forty years.
Erskin Pontoppidan, the son of Ludvig, introduced the
writer to some of his own designs, including a wall hung
vanity and a good-sized teak tea cart.

The tea cart was rec-

tangular in shape and had two drop leaves.
cart was inlaid with black formica.

The top of the

Mr. Pontoppidan demon-

strated the versatility of this piece of furniture.

With

drop leaves up, the top swivels ninety degrees so that chairs
may be placed around it with plenty of leg room allowed.
this form it provides eating space for four people.

In

With the

leaves down, the table is small enough to be used as an end
table.

Mr. Pontoppidan also demonstrated the strength of

his table by sitting on top of it while he wheeled it the
length of the room.

He pointed out that the bronze coasters,
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as well as the hinges, locks, and other fittings, were custom
made for his cabinet-making concern by a company in Stockholm,
Sweden.
The first floor of Danske Snedker Mester M¢bler contained works of other members of the Cabinetmakers Guild.
One of the most interesting pieces was a valet chair designed
and made by Hans J. Wegner.

This three-legged chair has a

violin-shaped back with a curved top rail to serve as a
hanger for a man's coat.

The seat can be tilted up at right

angles and a pair of pants hung over the edge.

When the seat

is lifted, a drawer is revealed in which one can place one's
keys, wristwatch, and billfold.

Hence the name valet chair.

It is a whimsical, yet practical, piece of furniture.
In the basement of Danske Snedker Mester M¢bler the
writer talked with cabinetmaker Albert Ludvigsen.

Mr. Ludvig-

sen had the replica of a small cabinet shop set up here to
demonstrate to visitors some of the processes involved in
constructing hand-made furniture.

Many of the tools he used

had been hand-made to fit a special need.

Various pieces of

furniture here were shown in different stages of development
so that one could observe the details of construction in each
stage.
Johannes Hansen
Johannes Hansen M¢belsnedkeri is located in the S¢borg
section of Copenhagen.

This cabinet shop makes only hand-

crafted furniture designed by Hans. J. Wegner.

The late
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Johannes Hansen, founder of the firm, was a long-time working
partner of Wegner.
The showroom of the shop is located in a large, new
building covering nine thousand square feet.

Displayed in

the showroom were all the creations of Hans Wegner--a living
museum of one man's work, and the only one of its kind in
Europe (14:131).
One room was devoted to cabinets and desks--many made
of oak.

In another area upholstered furniture and chairs

with leather seats and backs were exhibited.

One especially

interesting display consisted of the many Wegner designed
wooden chairs with different finishes.

The same design was

shown in teak, in oak, in rosewood, and in a bright-colored
lacquer finish.
It was not possible for the writer to visit the workrooms here, for the company has so many requests for such
tours that they have been limited to groups of fifteen members or more.
Carl Hansen and Son
Jul Nygaard of Carl Hansen and Son M¢bel Fabrik gave
the writer an escorted tour of his plant's facilities in
Odense, Denmark (16).

He began the tour of the factory in

the lumber yard and continued through the different process
areas.

The information related below will follow in the

order observed by the writer.
Unfinished lumber is semi-kiln dried when received at
this factory.

The factory then carefully controls the final
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kiln drying process, in its own smaller kilns, to the exact
moisture content desired.

Mr. Nygaard feels that probably

the most important means of quality control in furniture
production is the selection and treatment of the raw lumber.
In the machine area Mr. Nygaard pointed out that his
firm specializes in the manufacture of chairs designed for
mass production, and that the machinery used in the plant,
for the most part, is especially built and set up for mass
production methods.
Bearing out this fact was an automatic lathe with a
special cutting head that turned out chair rungs at thirty
second intervals--including the sanding.

Also seen was a

hydraulically operated steam press which turned out laminated
plywood chair bottoms at the rate of one every four minutes.
A device is used to reduce the size of a chair rungend or tenon by means of pinching it so that the hole or
mortise will easily accommodate the chair rung or tenon when
glued and inserted.

This is, of course, a close tolerance

fit and it becomes even closer as the moisture in the glue
causes the wood to expand to its slightly oversized original
dimensions.
Single pieces forming a rear leg of a chair and support for the back rest are turned on an eccentric lathe which
duplicates a steel pattern or template of the chosen original.
A guide wheel on this automatic lathe follows the original
steel template as it turns eccentrically at the same setting
and speed as the new wood to be cut.

The cutting is done by
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a series of four high-speed, especially designed saw blades.
These pieces are produced at a rate of one every two minutes.
Wooden chair seats shaped to fit the human contour
are produced by a high speed automatic router.

The router

has an extension arm attached to a ball-shaped wheel.

This

wheel, which is parallel to the router cutting head, makes a
series of parallel passes over the selected original pattern
or template, thereby causing the cutter head to duplicate
the template contour in the wood.
The men doing the gluing operation use glue guns.

The

handle and nozzle have much the same shape as an ordinary
shooting pistol and the trigger controls the desired amount
of glue to be used.
supply of glue.

The gun has approximately a four gallon

A length of small rubber hose connects the

gun to a portable pressurized container.

Specially designed

glue joint clamps, operated by air pressure, are used for a
number of joining operations.

Proper placing of the pieces

to be joined between vise jaws, and a quick press of a button
are all that is necessary for the joining process.
Although the main work is done by machine in this factory, there are certain jobs which must be done by hand.

These

include finish sanding, application of finishes, and the wicker
weaving.

Each finished piece is carefully checked by an

inspector before being sent to the packing room.
Den Permanente
Den Permanente, or the Permanent Exhibition of Danish
Arts and Crafts and Industrial Design, was formed as an asso-
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ciation in 1931 for the purpose of exhibiting, selling, and
advertising products of Danish handicrafts and industry (3:
155).

The exhibition now is housed in a large building in

the Vesterport area of Copenhagen.
Den Permanente is a democratic organization.

Any

enterprise--large or small--can become a member simply by
producing wares of an acceptable standard.

No distinction

is made between hand-crafted and machine-made pieces.
member has one vote at the annual meeting.

Each

At this meeting

a censorship committee of three independent persons is elected
by the members.

Everything that is exhibited and sold at Den

Permanente has passed this censorship committee.

Therefore,

it is not commercial views which determine what is to be
exhibited and sold, but artistic views.
This unusual organization has, paradoxically, proven
very successful in the commercial field (18:1).

It is so

much more convenient for a buyer to see many different wares
in one location than to go to many small establishments.
Permanente does not buy from the contributors.

Den

Each member

determines the price at which his goods are to be sold, and
only when they are sold are the members paid.
At the present time Den Permanente has about three
hundred members.

A large group consists of members of the

Copenhagen Cabinetmakers Guild.
hand-made furniture.

These men display their fine

Besides the cabinetmakers, the members

represent ceramic workshops, hand weavers, textile factories,
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silversmiths and goldsmiths, glassworks, and concerns which
work with wood, bone, horn, straw, wicker, paper, metals,
and plastics.
The above list may give the reader an idea of the vast
variety of work displayed at Den Permanente.

The writer was,

of course, especially interested in the furniture being shown
and was directed to the furniture section by a capable guide.
Furniture designed by varied architects was arranged together
in home interior groupings.

Many of the designs were very

different--some even displeasing to the eye.

The writer

feels that this may be due to the fact that some of the
designers were presenting their newest creations on a "tryout" basis.
The guide stated that displays are constantly changed,
and the writer observed some of the changes being made at the
time.

Two young men were setting up an interesting table.

They added curved pieces to the perimeter of a round, oak
pedestal dining table, thus extending the size of the table
from the outside, instead of inserting interior leaves as is
customary.
A mixture of materials was noted in the case of occasional tables of teak or oak with inlaid tops of hand-painted
ceramic tiles, and in chairs and tables of rosewood with steel
legs.
Den Permanente was a very busy place--full of buyers
and lookers.

Languages heard, besides Danish, were Italian,

German, French, and English.

The two young men changing the
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table display were American students of commercial design
studying for the year in Denmark.

This establishment has

truly become and international showplace for Danish arts,
crafts, and industry.

CHAPTER V

SU~.ARY

The purpose of this study was to enrich the author's
knowledge of the background of Danish modern design, to concentrate some of the observations made of furniture production
in Denmark, and to gain some insight into the reasons for the
wide acceptance of the Danish style of modern furniture.
It was learned, from the selected readings, that modern
Danish design evolved from a series of events, including a
social change, and the desire of craftsmen to perpetuate their
trade.

Designers, craftsmen, and industry all contributed to

the form known today as Danish Modern.
Personal observations were related in an attempt to
illustrate the ability of the Danish cabinetmaker and industrialist to design special tools and methods to better implement production.
Danish furniture is currently held in high esteem in
many parts of the world.
many reasons for this.

The author learned that there are
It might be said that the essence of

modern Danish furniture is honesty--it does not pretend to be
revolutionary, nor does i t impose one rigid style.

It is the

result of a many-faceted and reasonable attitude to things,
that find expression in honesty; honesty in construction, in
choice of material, in function, in aesthetic expression, and
cost.
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The Danish furniture designer and producer realizes
that people can have different ideas about furniture.

Some

people are mainly utility conscious and think solely of the
furniture's practical function and durability.

Others want

furniture with a bold, modern design, while a third group
may desire the charm associated with furniture of a more
traditional type.
tastes.

Danish furniture can satisfy all of these

Production ranges all the way from time-honored

handicraft in wood to the metal or plastic piece of furniture which has been industrially produced.
An individual piece of Danish furniture can be considered as an independent unit or as part of the total concept of a room.

It may stand alone, or melt naturally into

any setting--whether in a Danish home or in a home in any
other country with similar living conditions.
The writer hopes that the information gathered will
aid him, and perhaps other industrial arts teachers, in
increasing students' consumer buying knowledge by a study of
quality furniture, and be an inspiration toward the ideals
of design and craftsmanship expressed in modern Danish furniture.

B I B L I O G R A P H Y

BIBLIOGRAPHY
1.

Denmark Review.
"Danish Furniture Has Gained a World
Market," a pamphlet from the Seattle World's Fair,
1962.

2.

Ditzel, Nanna and Jorgen. Danish Chairs.
Wittenborn and Company, 1954.

3.

Fischer, Asger.
"Den Permanente Through 25 Years,"
Dansk Kunst Haand Vaerk, 1956. Pages 152-155.

4.

Hard, Ulf. Modern Scandinavian Furniture.
Gyldendalske Boghandel, 1963.

5.

Hard, Ulf.
1961.

6.

Hi¢rt, Esbjorn. Modern Danish Furniture. New York:
Architectural Book Publishing Company, 1956.

7.

Huldt, Ake H., and Eva Benedicks. Design in Sweden Today.
Stockholm: Albert Bonnier, 1948.

8.

Karlsen, Arne, Bent Salicath, and Mogens Utzon-Frank.
Contemporary Danish Design. Copenhagen: Det
Berlingske Bogtrykkeri, 1960.

9.

Karlsen, Arne, and Anker Tiddemann. Made in Denmark.
Copenhagen: Jul. Gjellerup, 1960-.--

Scandinavian Design.

New York:

New York:

Copenhagen:
Lyle Stuart,

10.

Ludvigsen, Albert. Cabinetmaker for N.C. Christoffersen
Co., Copenhagen: April, 1965. Personal Interview.

11.

M¢ller, Svend Erik. "Traditions of the Craftsman,"
Danish Foreign Office Journal, No. 11, 1954.
Page 34.

12.

M¢ller, Viggo Stein. "Fashions in Furniture," Danish
Foreign Office Journal, No. 40, 1961. Page 28.

13.

Nelson, George. Storage.
tions, 1954.

14.

Nielsen, Johan M¢ller. Wegner, en Dansk Mobelkunstner.
Copenhagen: Gyldendal, 1965-.-

15.

Nielsen, M¢11er. "Designed by Daily Use,"
Foreign Office Journal, No. 11, 1954.

New York:

Whitney Publica-

Danish
Pages 7-11.

36
16.

Nygaard, Jul. Business manager, Carl Hansen Co.,
Odense: April, 1965. Personal Interview.

17.

Pedersen, Mogens. American Accounts manager, France
and Son, Hillered: April, 1965. Personal Interview.

18.

Phillips, Margery R.
"Exhibit Aids Crafts,"
Times. October 6, 1963.

19.

Pontoppidan, Erskin. Architect member of Danske Snedker
Mester M¢bler, Copenhagen: April, 1965. Personal
Interview.

20.

Pontoppidan, Ludwig.
"Quality,"
M¢bler. Copenhagen.

21.

11
Rasmussen, Steen Eiler.
Furniture--Tools of Living,"
Danish Foreign Office Journal, No. 13, 1955.
Pages 23-25.

22.

Salicath, Bent.
"The Evolution of Modern Danish Furniture,11 Landsforeningen Dansk Kunsthandvaerk.

23.

Stepat-DeVan, Dorothy. Introduction to Home Furnishings.
New York: The MacMillan Company, 1964.

24.

Zodiac 5 Architectural Review.
"Finn Juhl, Architect and
DesTgner, 11 Italy: Ing. c. Olivetti Co., 1960.
Pages 29-40.

Seattle

Danske Snedker Mester

